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AN APPRECIATION OF 
CHARLES JAY CONNICK, MASTER CRAFTSMAN 
The record of the life of Charles Jay Connick is 
of significant achievement, a real contribution to the 
spiritual and artistic treasure of our country. 
Through his glorious stained glass windows (there 
are over two hundred in notable buildings in this country) 
he sends out an energizing force which, in these troublous 
and questioning times, is vital to the stability of our 
democracy. 
Surely, this master craftsman's work comes close to 
the hearts of our people. Who, weary of the jostling 
pre s sure of living, has not gazed upward to a symphony in 
color for renewed serenity? 11 Pure color in light has the 
power of lifting the observer out of himself. 111 Vl'ho, 
quietly and alone, has not entered a place of worship and 
been comforted through the beauty and symbo1isw of stained 
glass? 
Charles Jay Connick is an exponent of the philosophy 
of Christ "Thou shalt love thy neighbor as thyself •112 
1 Theophilus Jr. "Toward an Appreciation of Stained 
Glass," Liturgical Arts, Vol. 6, 2nd quarter, 1937, No. 2. P.~ 
2 The New Testament. The Gospel according to St. Matthew, 
Chap. 22, Verse 39. 
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and Crafts Medal in 1920 and the Logan Medal in Chicago, 
1917-1921. 
In 1932 Princeton University conferred the degree of 
Master of Fine Arts upon Mr. Connick thereby promoting 
public recognition of his notable work. At the Exposition 
Internationale in Paris in 1937, he was given a Diploma 
d'Honneur. In 1938 he was the recipient of the degree of 
Doctor of Fine Arts from Boston University. It is grati-
fying that the achievements of this notable artist are 
appreciated here in Boston, where in his Harcourt Street 
Workshop, he creates his symphonies of translucent beauty. 
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HERITAGE 
It is sail that Charles Connick was discovered by 
Ralph Adams Croom, the distinguished American architect 
best knovm for lhis magnificent Gothic buildings, but this 
honor rightfully belongs to another, Mina Mi~illa (Trainer) 
Connick, his m~ther. She it was, who realized the power 
of the three interactive traits which were the basis of her 
son's personality--friendliness, spiritual serenity and 
enthusiasm for [living. Today, most striking in M~Con-
nick's personality, is that element of youthful enthusiasm 
for life, whicH his mother so wisely cherished. It is a 
potent factor in his creative achievement. 
When Charles was seven the family moved from Spring-
boro, Pennsylvania, to Pittsburgh. A frightened little 
boy clung to his father's guiding hand as they entered 
the city that evening in 1882. The dazzling signs and 
lights fascinat!ed him. His father, George Herbert Connick, 
explained the significance of some of them--the dark red 
lights of saloons--places to be forever shunned--the 
brilliant colors denoting drug stores--places to go to in 
need. He says pf himself, 
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"When I was nine or ten years old 
'revivals' were in vogue. People were 
going half crazy over saving their souls 
and I was deeply impressed . My grandfather 
never went to church and when I wondered 
about it he said, 'Well now I'll tell you 
something. It very often appears that the 
people who make the :roost noise and pray 
the loudest don't always pay their grocery 
bills.•" 1 
Blessed be those early influences, those heritages 
-- "--" 
of right livingt Particularly should we be grateful to 
that teacher who introduced the young C~rles to the pas-
sibilities of line and color. From that time on he was 
always drawing and painting. Could she have foreseen 
that he was to become one of the most illustrious stained 
glass men in the world? 
2 An Interview with the author, November, 1939. 
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Vision and Training 
Charles Jay Connick studied life drawing at night 
classes in Pittsburgh from 1895 to 1900. He became a cub-
illustrator on the Pittsburgh Press at the age of eighteen 
and was frequently assigned to cover athletic meets. The 
representation of figures in action, the portrayal of motion 
and rhythm--here was opportunity for vivid spontaneity, and 
technical skill! Here, as truly as in his later work, every 
line must mean somethingl 
It was when covering one of these athletic meets that 
Mr. Connick came to the attention of the man through whom 
he was to know the possibilities of another artistic field. 
This man was Horace Rudy, an artist-worker in stained glass. 
Connick was invited to his work shop. That first visit was 
significant for there the vibrant glory that could be in 
translucent glass, was revealed to him. He saw it in the 
fragments scattered about, on work benches, touched by un-
certain and eerie lights. He speaks eloquently of those 
bits, 11 the dusky jewels of my first night's fairyland. 11 1 
1 Charles Connick, "Adventure in Light and Color. 11 
P• 4. 
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Horace Rudy needed assistance and offered the nine-
teen year old enthusiast a job in his shop. He and his men 
worked in the manner of the times--that is, they made win-
dows of static opaque glass, ordinary and ugly. These 
early workers in the field however were alert to possibil-
ities and to experiments which were being carried on in 
other shops. They, themselves, experimented somewhat. 
Young Connick was delighted to have the chance to work in 
color and soon perceived that light should be the most im-
portant ally to his medium. Mr. Connick says, "Without 
knowing it, I slowly developed a hatred of heavy opalescent 
glass and all its works." 1 
At this time Westlake's "History of Design in Painted 
Glass" and Christopher Wha l l' s textbook gave him con.fidence 
in his own rather vague theories. He stayed in the Rudy 
Brothers' shop as long as he could learn. When work was 
dull there, he apprenticed in other shops. 
Later he had opportunities to work and study in New 
York and Boston shops . He was a student at the Boston 
Art Club and Copley Society from 1900 to 1909. The time 
came when Charles Connick was no longer satisfied to make 
1 Charles Connick, "Adventures in Light and Color." p. 4. 
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windows in the conventional manner. He was continually 
trying to make his creations "sing," a power he was con-
fidont they had. Did not bits of glass "sing" to him that 
night when he first saw them on Horace Rudy's workbench? 
Mr . Connick made the most of an opportunity to see 
famous European stained glass in 1910. He studied the 
medieval creations with growing understanding. The "pecu-
liar volatile loveliness" of the window in the south ambu-
latory of Chartres Cathedral captivated him. 
Following the revelations of his European trip, Mr. 
Connick came under the influence of the writings of Viollet-
le-Duc. He is deeply appreciative of this author's lucid 
teaching. He says, 
"I soon began to use that essay 
(the chapter 1Vitrai l 1 ) as the founda-
tion of my work in glass , for my intro-
ductions to the craft and in my talks 
about it. But the full impo1~ of the 
s~ple truth Viollet-le-Duc set forth 
under light and optics reached me slowly 
through actual work with glass in light."l 
From the time Mr. Connick went into business for him-
self in 1913, light has come first in his creative thought. 
His designs are made for light and its peculiar action in 
1 Charles Connick, "Adventures in Light and Color." p. ~0. 
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color. All his creations have that vibrant quality which 
is a characteristic of beautiful stained glass. 
Mr. Connick has continued his research in old glass 
during European trips in 1922-25, 28, 31, 35. He is the 
most authoritative scholar in the field today. His most 
famous windows are in Princeton, Pittsburgh, New York, 
San Francisco, and Paris. Years ago, when Mrs . Jack Gard-
ner. the American patroness of art, visited Mr. Connick's 
shop, she said, "Young man, you are going to be famous." 
She had shrewd insight and how true has been her prophecyt 
10 
Interest in the Bible~ Poetry and Music 
The illustrious oriental painter Hokusai signed 
himself "old man mad about painting. 11 So Charles Jay 
Connick could imprint upon all his works "young man mad 
about color and light. 11 
He is mad about color and light because he knows the 
strength and power they give to his beloved medium, glass. 
He realizes that his creations have a kinship to and are 
dependent upon the arts of literature and music. The authors 
and poets of the yesterdays and those of today are friends 
who contribute to his work both directly and in countless 
subtle ways. 
Both Mr . Connick's ecclesiastical and secular work 
are religious in that they have to do with inspiration 
for right living as exemplified by Christ and his fol-
lowers. His creations all breathe vitally the true spirit 
of brotherhood. 
He is deeply appreciative of the contributions of art 
in the development of his own Christian manhood . In his 
book he speaks of two men who introduced him to precious 
values in poetry and literature. One was a Sunday-school 
superintendent who for the first time made the great 
ll 
Biblical psalms ring out as true poetry to the young 
Charles of ten years. Later Professor Gage of Pittsburgh 
thrilled him with the golden words of giants like 
Shakespeare, Dante, Tennyson and Browning. 
As the years pass Mr. Connick develops his interest 
in poetry extensively. He keeps his love for the old and 
fine while he searches for the best in contemporary work. 
He comnnts inspirational passages to memory so that he has 
a treasure house constantly with him. Many poets are his 
personal friends. 
Mr. Connick calls attention to Bible references con-
cerning light, and emphasizes their significance for the 
artist in glass. They have to do with its vital qualities 
of purity, creative power, and warmth. 
He says of Dante: 
"As Dante helped me to realize 
the significance of m~dieval art so has 
medieval art helped me to understand 
Dante." 
"Dante's Divine Comedy introduces 
the spirit behind the windows of Chartres, 
enlivens and clarifies the whole region 
of medieval art and symbolism." 
"Dante shares the language with great 
workers in glass. 11 
"To Dante color was a way of expressing 
emotional ideas beyond the reach of words." 
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He makes numerous references to poets, Milton, 
Hovey, Frost, Emerson , Cooper, Lewis, Browning and many 
others, showing his broad and varied interest. He has 
found that poets are particularly quick to understand 
the qualities in beautiful stained glass that make it 
fundamentally right--that is, 11 glassy. 11 
Mr. Connick is pleased when poets are inspired by 
his own creations. The following are only several of 
many poems which have been written about his work . 
TRANSFIGURATION 
(For C. J. C. October 11, 1935) 
Silenced by color I have sometimes felt 
As if its magic were a blasphemy 
Bequeathed to me by some ancestral Kelt 
Who made Druidic blue a deity 
And offered virgins to insentient things 
Flamboyantly. But once, released by you, 
I felt your crystal radiance give wings 
To dead desires, and, with clairvoyance, knew 
That color is a spirit of the lips 
Of things, making them speak in spirit-tones 
As darkly murmurous as stars or ships 
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On gull-illumined seas. The dullest stones, 
Beneath your splendor, hear an Orphic strain, 
And carol , bird-like, throu gh the scented rain . 1 
FOR-A POET OF STAINED GLASS C. J. C. 
Steadfastly you have held 
To your one star 
Of Beauty. 
And you have molded 
Into i mmortality 
The fire of a Soul 
And a Desire 
Yourself the dream 
Made tangible 
So that we 
May feel you dream 
And dream your dream 
With y ou . 
Still in yonr fashioning 
You have mane 
~'findows 
That are the glory of a Dream, 
!Earl Marlatt . Published in Thomas Dreier 's, 11 The 
Vagabond . 11 Stained Glass, Vol. XXXI, 1936, No . 1, P • ~l. 
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Windows 
That are the windows of a Soul. 
Poet, 
You have fused into your glass 
Silver of Stars, 
Gold of a still low moon. 
Violet and green, 
Blue of Mediterranean 
And a Flame. 
You have worshipped Beauty 
With itself, 
As fitting fire with fire. 
And in so doing 
You have worshi pped God. 
You have worshipped God 
With part of Him.l 
l Winfield T. Scott (1927). Reprinted from the Boston 
Transcript, Stained Glass, Vol. XXX, Autumn 1935, No. II. 
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POET IN GLASS 
(For C. J. C.) 
Flowers and trees collaborate with light 1 
And water and the children of the sun; 
And you, my poet, with a blood as bright, 
Pour upon glass your prothalamion. 
Your windows glow; they are alive; they swing 
The soul up like a wind; they bear a sound 
Of glory in their colors and they sing 
Like larks--or like the trumpets of a wound . 
And there is blood in them, and they are stained 
With the hot grief and patience of your art; 
Your glass like your own living flesh is veined; 
It is not something precious and apart; 
Your head is there, your color; it is cleaned 
And fired in the sameness of your heart. 1 
1 Joseph Auslander 1 Stained Glass, Vol. XXAI, Autumn, 
1936, No . II, P. 55. 
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To a New Stained Glass Window in a University Chapel* 
Warm soul of colort Strong of sinewy line1 
I gaze, untaught, your craftsman's art to 
know, 
Unfettered by such skill as made you grow, 
So with a burst of splendor you are mine. 
There glories of sun's dawn and set entwine, 
Anointing woman's face with saintly glow, 
With crimson hallowing knights of long ago; 
Uplifted, roused, I worship at your shrine. 
New youth, finding your light where they would 
pray 
Unconsciously will take from you their mood. 
They shall find truth beneath your noble ~ay, 
The perfect gleaming beauty which you 
brood! 
And seek the finest, never lesser, way, 
To shape themselves in likeness to their God. 1 
1 Louise Dyer Harris, *The Malory Window, Princeton Univ-
ersity Chapel, "The Congregationalist," Boston. Stained 
Glass, Vol. XXX, v inter, 1935-6, No. III, p. 91. 
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In an interview with this author Mr. Connick said 
he had a desire to think in poetry and music. 1 Certainly 
he has achieved this power for how else can he create 
windows that are in themselves music made visible? How 
else can he make windows that are of' such amazing sensi-
tivity that they respond to all emotion, light. shadow. 
and mystery? 
He himself' has learned to "listen" to shifting 
colors as to vibrant chords. 
Mr. Connick is ever making a plea for the companion-
ship of' great minds. "Those great spirits who express 
so wonderfully the sort of' thing we are prone to lose 
sight of. 11 He feels that our democracy needs creative 
spirits to bring a happy balance to the literal mindedness 
of' our nation. 
"Literal mindedness is not a curse, 
but it is a thing that we need to over-
come for it is sometimes sympathetic to 
wrong forces which tend to kill spiritual 
values. 11 2 
1 An interview with the author, November, 1939. 
2 Charles Cormick, "Adventures in Light and Color." 
P.1.9 
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"Art-glass" in America 
Because of the sincere work of artists like Mr. 
Connick, America is not surfeited today with so-called 
"Art Glass" monstrosities. These were prevalent through-
out our land in the 1890's and represent the ugliest 
native art which we have produced. Fortunately many of 
these atrocities have been done away with and the art-
glass shops which manufacture them no longer exist in 
large numbers. 
How do we know that the colored picture windows 
of the American art-glass period were bad? Is it that 
styles have changed or that that capricious Miss "Fashion" 
dictates differently today, pointing the finger of scorn 
to whatever was created yesterday? It goes far deeper 
than mere fashion or period. Opalescent art-glass windows 
were bad because their makers (we cannot call them artists 
or craftsmen) failed to accept the inherent qualities of 
glass, those qualities which mark its limits as a. medium 
and which give it its remarkable power. 
Mr. Connick in chapter seven of "Adventures in Light 
and Color," suggests a very convincing experiment, which 
aids the laymen to comprehend the difference between 
20 
translucence and opalescence, 
"Take a small pioce of tracing 
paper and hold it against light. It 
represents the opacity of opalescent 
glass. Punch it full of holes with 
a pin or knife point and you have at 
once an active translucence that brings 
your piece of paper alive as you hold 
it at arm's length against the light. 
That bit of paper, full of holes, re-
presents the translucence of ancient 
glass, the quality that was almost 
lost in opalescent picture windows."l 
The creators of art-glass windows were so self-
sufficient that they ignored architectural consideration 
also. Stained glass instead of taking its rightful 
place as the he 1 p-meet of architecture was antagonistic 
and overbearing toward its mother-art. America is not 
wholly responsible for its sins in the art-glass era. 
The antecedents of the American picture windows may 
be traced back into the fifteenth century. Many English 
and French windows after about 1400 were planned as 
pictures rather than as designs. During the Renaissance 
the picture idea was dominant everywhere. In the six-
teenth century painting on glass vras definitely three 
1 Charles Connick, "Adventures in Light and Color." 
P• 118. 
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dimensional--even attempts at portraiture were made, 
great care being exercised in the portrayal of flesh 
tones. Detail was meticulously etched, and backgrounds 
were painted in perspective. 
Those makers of picture windows during the heyday 
of the great American art-glass industry in the years 
near 1890, painted upon glass with pigment as upon canvas 
--their aim being to produce illusion. They did not 
know their material nor were they interested in the potent-
ialities of their craft. Their chief concern was money-
making. 
Excerpts from Mr. Connick's book "Adventures in 
Light and Color" give a vivid picture of the commercial 
art-glass era in America. 
"As experiments in the new Arne ric an 
material continued a device called 
plating became popular. It produced 
a mysterious shadow that was subtly sug-
gestive of all colors. By plating is 
meant the use of two or more thicknesses 
of glass together to form a combination 
of tones and colors in one area of the 
11 picture 11 --in backgrounds or draperies 
or everywhere. Ordinary oil paint was 
sometimes used for accents between layers 
of glass. With or without tones or lines 
of paint, plating resulted in subtle 
obfuscations that were the despair of 
painters on canvas. 
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But these effects were also fugitive; 
heavy plating fell away from its leads 
and had to be replaced . This meant work 
for repainnen and small shops were some-
times founded and kept going by such work 
alone . 
From its first appearance, archi-
tects, who didn't mind its interior func -
tioning were offended by the outside 
effect of opalescent glass . Great sheets 
of plating did not articulate Ynndow-
openings well, and when the landscape 
window became the rage, shapeless hunks 
of gray-white stuff quite frankly marred 
a facade of brick, or stone or wood . 
The original inventor of opalescent 
glass was soon left far behind by prac-
tical men who quickly became mass pro-
ducers. Glass-makers discovered short 
cuts to all sorts of effects. They made 
glass drawn into fold-like ridges; that 
was drapery glass. They devised glass 
for ground, for foliage, for skies , for 
the backs of sheep, and for flesh, so 
that experUments could be eliminated and 
art made safe for money makers. 
The landscape window was one of the 
novelties brought forth and perfected by 
great art-glass emporiums . Its success 
was so marked that eminent landscape 
artists were sometimes employed to paint 
huge pictures that could readily be turned 
into windows by inexpensive artisans . The 
realistic effects of landscape artist and 
glassmaker were applauded by art critics 
as well as by churchmen and architects. 
Startling effects of leaves and shadows 
were made by the adroit glassmaker in one 
sheet of vari - colored glass . 
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The skill he acquired in manipu-
lating molten glass and coloring matter 
was amazing. He approximated realistic 
contours of flowers and leaves against 
sky; he brought forth shadowy rocks and 
reflecting pools . 
Art glass became profitable almost 
over night. American churches and homes 
burst forth in eagerness that was mawkishly 
pretty or frankly horrid, as the fates 
assigned . 
Energetic salesmen with stacks of 
highly colored designs, appeared everywhere. 
They followed close upon the heels of under-
takers to sell memorial windows to bereaved 
widows and orphans . They faced church build-
ing committees with pretty arrangement s of good 
Shepherds, lilies, palms , crosses, and orowns 
before the ground for a new church was broken. 
All industries exist for profits and 
to the business man, art glass was good when 
it made money, just as conune rcial art to day 
is good when it produces sales . It need not 
surprise us now that art-glassmen were not 
troubled by questions of taste . It was not 
exquisite taste but good business that devel-
oped the process whereby the marbleized orna-
mental concoction or the softly transparent 
picture, became the accepted stained glass 
in America."l 
Mr. Connick in Stained Glass Autumn 1935 gives the 
tolerant viewpoint of one who is a master . He says, 
"Opalescent glass was often made in beau-
tiful colors and textures. It always had 
promising qualities that should never be 
1 Charles Connick, 11 Adventures in Light and Color . " 
PP• 120, 121, 123, 124, 125. 
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overlooked. I believe that in the 
hands of an artist who understands 
the functioning of windows in archi-
tecture, it could still be used effec-
tively in the solution of some problems. 
I am not among those who condemn everJ-
thing done in that material as unworthy. 
On the other hand, I feel that there were 
sincere artists and craftsmen who used 
opalescent glass with distinction, and 
who have left us a heritage of courage 
and good will that we should accept 
most gratefully."l 
Turning from the glass of commerce, that is, art-glass, 
to glass in its highest artistic expression, we find that 
Mr . Connick and all other true craftsmen of today intel-
ligently acknowledge the basic qualities of glass . They 
have been willing to learn from their brothers, the sue-
cessful medieval craftsmen. They accept the "glassi-
ness" of glass--they know it to be a rue;ged, brittle, 
transparent medium of color and light. They know that 
lead is a heavy, opaque, soft metal which becomes not 
only the means of support for glass, but, in every good 
window, is a structural part of the design. These artis-
tic .glassmen of today respectfully recognize that e. se.tis-
factory window must be designed in terms of glass and lead, 
1 Stained Glass, Vol. XXX , Auta~ , 1935, No . II. 
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in relation to the architecture of v;hich it is to become 
a contributing part. Finally, they know that a window 
must convey its meanings through beauty and subtle sym-
bolism rather than through realistic pictorialism. 
Mr. Connick entered the craft as a gallant crusader, 
determined to wrest glass from tho abysmal depths of 
opalescence and place it a s did tho medievalists, in 
the sun. 
The stained glass arti sts of today as did those 
of the Twelfth Century literally paint with light itself. 
Mr . Connick and his followers are bringing to our ovn 
churches an ecstatic beauty equal to that of the early 
medieval windows of Europe. 
26 
Achievement and Progress in Stained Glass 
There has been remarkable development in the art 
of Stained Glass in America , since that era of disgrace 
which has been described in the preceding chapter . Our 
own city of Boston is at present the center of the indus-
try . 
Let us survey several of the productions of Charles 
Jay Connick which are indicative of the gro~vth which has 
taken place over a period of half a century. 
In the days when opalescent glass was American 
stained glass, young Connick was alert to discover the 
best of that period. John La Farge and Tiffany's Fred-
erick Wilson were his heroes. Connick himself, while 
working in the shop of Horace Rudy in Pittsburgh arranged 
the pictures of artists like Raphael and Hoffman into 
glass pictures, using his own creative ability in the 
ornamental framework . Through the designing of frame-
works he gained a knowledge of historic ornament which 
was to be of inestimable value to him later . 
At that early period even opalescent glass fascina-
ted the young artist. He says in "Adventures in Light· 
and Color," 
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11Even ra.w sheets of opalescent glass were 
alluring to me----I wa.s quite set up when 
I learned to pick out just the right piece 
of glass for the back of a. sheep or the 
outer garment in red for the Good Shep-
herd ."1 
Near Pittsburgh, in the suburban town of Sewickley, 
in Saint Stephen's Church, there is a. window from the 
shop of Horace Rudy on which young Connick worked in 1894. 
Here ma.y be clearly recognized the creative spirit of this 
la.d of nineteen years . 
At this time Horace Rudy sent Connick to Heidts 
Glass factory to select material for use in the shop. 
Heidt wa.s making experiments in almost transparent 
glass. Charles Connick observed these with sa.tisfac-
tion. His keen mind realized that here were possibi-
lities a.nd values unknown to the workers in opalescent 
glass. His creative imagination leaped to the potential 
splendor of clear reds , blues, a.nd golds . 
Connick's employer Horace Rudy, too , wa.s in sympathy 
with experiments in the union of transparent glass a.nd 
active light, a.nd his shop did make some contributions 
a.s a. result. There is a.n example of one of these first 
efforts in the Shadyside Presbyterian Church in Pittsburgh. 
1 "Adventures in Light a.nd Color. 11 P. 134. 
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Rather pretty? Yes, but certainly a growth from the 
muffled , turgid mire of the opalescent era. 
During these experiments, Charles Connick was not 
satisfied. He had times of depression and unrest which 
were foreign to his naturally bonny nature. He was 
feeling his way toward clarity. 
Mr . Connick tells of an incident which affected him 
deeply at this time. 
"One dingy summer morning , when the 
air was full of smoke and stifling in humid-
ity he (Connick) began the day sadly. He 
was dressing, with his mind far away in 
regions of discouragement, when he happened 
to look out of the window into his mother 's 
garden. There was one radiant orange-ver-
million poppy. For tim the world awoke 
anew, and for the first time he was made 
aware of a moral quality in the mess age of 
pure color. That orange-vermillion poppy 
became for him, without his realizing it, 
a sort of beckoning flame--a symbol of spir-
itual warmth and vibrant well -being . It 
was never to let him rest under the stolid 
prettiness of picture windows in pastel 
shades and turgid grays. His later days in 
Pittsburgh were influenced by the vermillion 
poppy."l 
Mr. Connick feels that his own development was slow 
but it seems to this author to be as rapid as was con-
1 "Adventures in Light and Color." P . 135. 
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sistent with sure and definite growth. Consider that 
much had to be gained of necessity, through that most 
tedious of all methods, "trial and error." 
The author Viollet-le-Duc became a potent influence 
in Mr. Connick's search for the truths belonging to his 
chosen craft. 
Travel did much to enrich his aesthetic appreciation. 
Mr. Connick's first representative window is in 
All Saints Church, Brookline , Massachusetts. It was made 
in Arthur Cutter's workshop in 1910. It is not as color-
ful as his work today. 
The Western Rose window in the great Cathedral of 
St. John the Divine inN. Y. City is considered the 
greatest modern work in its field. It gave to Charles 
Jay Connick the opportunity to reach the ultimate in his 
art. The whole conception of this glowing window is based 
upon a belief in the direct emotional power of color and 
light . This author has seen it at several different times 
of day and year, under varying atmospheric conditions and 
in each it was perfect. Through its amazing sensitivity 
it responds to and contributes towards man's reach for 
serenity. It is becoming known as "THE blue window." 
It seems to actually draw its color down from the sky 
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above. No stained glass artist has equalled Charles 
Connick in the use of blue, no one has achieved such dom-
inating limpid clarity. 
The window symbolizes the Christian Ministry as a 
revelation of Heavenly Love, ~fisdom, and Power. Christ 
in glory is the focal point and here Mr. Connick has 
demonstrated that he is capable of rich and meaningful 
iconographic schemes. 
The Heintz )l[~mo rial Chapel in Pittsburgh is of soar-
ing French Gothic design . It is "a permanent expression 
of the beauty of Christianity" conceived by Charles Z. 
Klander. Mr . Connick made all of the windows for this 
chapel and therefore, there is a rare feeling of unity 
and harmony. The chancel windows sing out their praises 
of charity, faith, hope, justice, and wisdom through their 
symbolic colors and patterns. The choir windows tell of 
the spiritual values in music and those in the transept 
symbolize temperance, truth, courage, and tolerance. The 
nave clerestory windows make use of medieval symbols of 
certain Christian qualities. 
The rose windows in the Cathedral of Saint Paul, 
Saint Paul, Minnesota, are among Mr. Connick's most noted 
works. 
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The great south rose is an expressive symbol of 
Our Lord holding the eight-pointed cross of the Beati-
tudes. Encircling this are small symbolical figures of 
listeners suggesting all the races of man. The Beati-
tudes are exemplified through New World characters such 
as Saint Rose of Lima, Blessed Martin Porras and Saint 
Turibius, Archbishop of Lima. Saint Rose is a type of 
"They that Suffer Persecution for Justice's Sake ." 
Blessed Martin Porres is an exponent of the "Poor in 
Spirt t" through his compassion for the poor. With him 
is the symbol of the Christ Child suggesting his devoted 
love and care of children and animals. Saint Turibius 
represents the "Peacemakers," for he was the protector 
of the Indians against the Spaniards. He labored long 
and finally brought the two to peace terms. 
This window is particularly rich in symbolic valuesl 
The north rose window in this same cathedral is 
much warmer than the south rose. It is devoted to the 
eight American Jesuit Martyrs. In the center medallion 
is Our Lady, Queen of Martyrs . She is surrounded by 
beautiful kneeling angels with their palms of martyrdom. 
The color of the angels is worthy of note; it is pure 
gold1 The eight encircling medallions are symbolic of 
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the life and martyrdom of the Jesuits. A particularly 
fascinating feature is the border1 which is made up of 
native wild animal symbols # the bear# moose# wolf, and 
so forth, interwoven with the plants of that region, such 
as the Indian corn and pine. 
This gorgeous window is impressive and thought-pro-
voking because of its untraditional and truly American 
ornamentation. 
The windows by Mr. Connick in the Chapel at Prince-
ton University show his remarkable power to organize 
and develop a tremendous scheme by means of color in 
light and symbolism. His great east window, the Chris-
tian Love window, dominates the chapel and has a definite 
message for the students . Many a lad has been uplifted 
by its strength and power for good . 
The two side lancets are symbolical of the incidents 
in the life of Christ which were especially related to 
his expression of Divine Love. 
At right angles to the great east window are two 
great 1'1indows north and two south . These are "Epic" 
windows and are devoted to Dante ' s 11 Divine Comedy , " 
Malory' s "Morte d1Arthur," Milton's "Paradise Lost," 
and Bunyan' s 11 Pilgrim1 s Progress." It is interesting 
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to note that in the Dante window the 11Righteous" are 
brilliant in color but in the Bunyan window the 11Wicked" 
are brilliant in color. Bunyan was suspicious of pure 
color whereas Dante believed in the medieval symbolism 
of color and reveled in pure color in light. 
In 1938 Dale Harrison in the Evening Public Ledger 
(Philadelphia) wrote of Mr. Connick's great east window 
in the Church of St. Vincent Ferrer in New York: 
"The Great East Window towers 
behind the main altar. Its theme is 
the Apocalyptic Vision of the Last 
Judgment. The figure of Christ, as 
Judge, dominates the commanding tracery 
piece at the window's top. 
The light of day sifts softly 
through the multicolored gl asses. In 
a tracery to the right of the Christ 
figure is St. Michael victorious over 
the dragon. On the opposite side is 
the Rider on the ~bite Horse. 
Five up-and-down panels, or lancets, 
offer a detailed expression of the win-
dow's theme. In the center lancet the 
figure of St. Vincent Ferrer is ident-
ified with the Seventh Angel. 
In medallions in each lancet, ex-
cept the center one, are the Four Horse-
men of the Apocalypse. 
The Great East Window cost $25,000 . 11 
In 1939 the same reporter said in the Duluth 
News-Tribune: 
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"My favorite inspirational stained 
glass window~ the famous East Vfindou of 
Saint Vincent Ferrer's church on Lexing-
ton Avenue, soon will have a companion--
the equally beautiful 1estern Window, to 
be dedicated early in May. 
This, like the East v{i ndow which it 
will face across the length of this famous 
church, has been designed and made by 
Charles J. Connick of Boston , ~hose crafts-
manship in stained glass has something in 
it that touches human souls. 
The dominating theme of the Great 
Rose of the new window is related "to 
the whole company of Heaven, a~d all the 
powers therein, 11 marshalled under the 
Nine Choirs of Angels--an elaborate and 
detailed story told in glass. The sig-
nificance of each piece, each color, each 
figure and each symbol, would take hours 
in the telling. Let those who must have 
details seek them elsewhere. For most 
men it will suffice that in the dancing 
lights of morning 's sun sifting gently 
through the East Window and in the streamers 
of day's adieu that will light the church 
with rainbow softness through the ;:estern 
window, there will always be something 
of the heart of God. That must be so. 
Such beauty, soothing the soul, could 
hardly come from man. 11 
Mr . Connick is known in Europe for his meaningful 
vnndows in the American Church in Paris . The great 
north window symbolizes the Universal Spirit of Christ's 
Ministry . The text is "Go ye into all the world , and 
preach the Gospel to every Creature."l 
1 The Holy Bible. Mark, 16:15. 
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The central figure, the Christ of the Ministry, is 
supported by the symbolical figures of Saint Peter, Saint 
Paul and Saint Barnabas. 
The rose window has the Redemption as its theme. 
The A. E. F. window was designed to present in 
modern symbols the idea of friendship of men and nations 
u•der the shadow of war. The American Doughboy of 1918 
is the symbol in the first lancet. viashington and La 
Fayette are the central figures . Mr . Connick has not 
resorted to pictorial likeness for emotional appeal but 
has achieved it through symbolism and color in light. 
Charles Jay Connick has, in a few years, progressed 




significant of character as they are 
of genius. It is not surprising. 
therefore. to find that, although 
individual artists are unknown, one 
of the greatest figures in France 
of the latter half of the Twelfth 
Century was probably the real inspirer 
and leader of the craft at that time. 
The Abbot Suger, small and frail, 
was a power in both the religious and 
the political life of France. He was 
devoted to architectures and to the re-
lated arts and crafts. When he built 
the great nave of the abbey church of 
Saint Denis, he gave to Gothic art and 
architecture an impulse that persisted 
through the subsequent centuries. His 
love for his fellowmen equalled his 
love for beautiful handiwork, and in 
that age of serfdom he paid all his 
workers . Saint Denis soon became the 
great center of a most healthy activity 
in the arts. Foremost among these was 
stained glass. 111 
Mr . Connick points out the unrivaled beauty. sym-
bolism, and craftsmanship of the Twelfth and Thirteenth 
Century glass in Chartres and Saint Denis . 
In the third article three famous windows, the great 
Jesse window of the western group at Chartres, the lovely 
11 Notre Dame de la Belle Verriere 11 and "The Crucifixion, 11 
window in the Cathedral of Poitiers are vividly des-
1 Charles Jay Connick. "Windows of Old France •11 In-
ternational Studio . 
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cribed. Mr. Connick thus pays tribute to his ancient 
predecessors. 
"Dreamer, poet and symbolist though 
he was, the medieval glass man never 
lost touch with uncompromising realities. 
He had difficult and perverse materials 
with which to work and his tools were 
primitive. His use of essential dividing 
and supporting irons was for many years 
in re tangular forms and the play of 
intricate design within and through these 
forms is a significant comment upon his 
ingenious reactions to hard necessity. 
A subtle element of charm is contributed 
to many old windows through the honest 
and adequate use of these heavy irons •11 1 
In conclusion a chapter is devoted to windows of Chartres, 
Bourges, Poitiers, and Canterbury. Mr. Connick sums up 
the series thus, 
"The intimate life and thought of 
the Middle Ages is reflected vnth vivid 
freshness in the windows of that period. 
Nowhere does one get a more fasci~ating 
impression than in the medallion windows 
of France and England. Whether they are 
devoted to a simple narrative of the parable 
of the Prodigal Son, to a story with an 
allegorical accompaniment like that of the 
Good Samaritan, or entirely to allegory 
like the splendid symbolical window of 
Bourges, they abound in revelations of 
that colorful world. 
They mirror its vision, its labors 
and recreations, its loves and hates, its 
heroes and heroines."2 




The color plates which illustrate the International 
Studio articles are of special interest. Many of them 
were the first color reproductions to bo published of 
these glass masterpieces of the Middle Ages. 
In Mr. Connick's delightful "Modern Glass--A Review11 
in the October 1924 International Studio ~ he pays tribute 
to the artists and craftsmen of today and those of recent 
years. He refers to the exhibitions in Europe and commends 
the work of such men as Christopher ~Vhall ~ Louis Davis, 
the Camms, Cowell, Parsons~ and Miss Geddes. The Auguste 
Matisse creations in glass, he damns politely thus--"ex-
tremely modern co mpositions in the manner of latter-day 
painters, with bottles~ vines, birds~ ships~ and seas, 
treated in strange and forceful fashion . 111 
Mr . Connick gives just praise to the artists in 
our own country who are loyal to the best traditions in 
stained glass. He refers to the individual integrity 
of Otto Heinngke during our pictorial period. He shows 
keen admiration for the works of Nicola D'Ascenzo. 
"First among these men if not 
first among the glassmen of the country 
1 Charles Jay Connick. "Modern Glass--A Review, 11 
International Studio, October 1924, No. 329, Vol. LXXX , P . 41 . 
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today~ is Nicola D'Ascenzo~ an artist 
distinguished by work in all mediums, 
but frunous for his group of windows in 
the Chapel at Valley Forge. Mr. D'Ascenzo 
has brought to his work in glass a poet's 
fancy~ a thorough artistic training~ an 
exuberant love for color and a sturdy 
sense of form--that gives distinction to 
his works either in great groups of church 
windows or in small personal expressions 
for the homes of his friends. 11 1 
He comments upon the glass of Wilbur Burnham, 
Reynolds, Francis and Robinstock, Frances and Orin Skinner, 
Henry Wynd Young, Mary Frye, and Mary l esselhoeft. 
Mr . Connick has produced a groat book in "Adventures 
in Light and Color. 11 It is the standard work on stained 
glass and is of as keen interest to the layman as to 
the expert. It is dedicated to a Bostonian~ the master 
of Gothic Architecture, Ralph Adams Cram. The wording 
of this tribute clearly points out the dependence of 
stained glass upon its mother art, architecture. It 
reads thus, 11 To Ralph Adams Cram who trusts, encourages, 
and defends adventurers in Light and Color today."2 
1 Charles Jay Connick. 11Modern Glass--A Review." 
International Studio. October, 1924, No . 329 , Vol. LXXX, 
P• 43. 
2 Charles Jay Connick. "Adventures in Light and Color." 
p . f'ly 
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To the ordinary person stained glass is a vague 
and mysterious subject but Mr . Connick's enthusiasm 
for his craft beguiles the layman into happy enlight-
ment. His invitation has a personal flavor as though 
directed to each and every reader individually. 
"I would like to run shouting to you 
with this book of mine, 'Here are hapP,V 
secrets of a gay and fascinating world that 
I would like to · share with you. Here are 
some records of explorations among beau-
tiful masterpieces of old and suggestions 
of what we are cbing today with this music 
of light. This region of glass-in-light 
is more like a fairyland than it is like 
a workaday world. The grandest windows 
I would introduce to you are like arti-
culate flowers, that speak and sing as 
clearly as the flowers spoke to Alice in 
her looking-glass world.' nl 
In the second quarter number of "Liturgical Arts" 
for 1937 there is a scholarly review of "Adventures 
in Light and Color" signed H. L. B. There are three 
paragraphs of particular interest. 
"A reviewer must always find it 
a somewhat distasteful task to have 
to make adverse criticism of any book 
which is, in general, so admirable 
as Mr. Connick's. One always fears 
that by pointing out those things 
which one does not approve one gives 
1 Charles Jay Connick. "Adventures in Light and Color." 
P.e 
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to what are after all minor elements 
in the whole a disproportionate im-
portance. And yet to let these mat-
ters pass unnoticed is equally unfair 
to the prospective reader and to the 
reviewer himself. And so, with the 
clear understanding that I find this 
great work of 1~. Connick's excellent 
in general and of the highest value, 
I feel that I must make certain qualif-
ications in detail. 
There is a certain lyrical tone 
throughout "Adventures in Light and 
Color, 11 arising undoubtedly from the 
author's lifelong enthusiasm for his 
craft, which sometimes strikes the 
reader as being a little fthick. 11 
The many comparisons between music, 
poetry, and stained glass often seem 
a trifle forced, at least to an ordinary 
reader. Thus when Mr. Connick tells of 
a member of the Boston Symphony who 
related the author• s 'Christian Love·• 
window for the Princeton Chapel to a 
passage of Brahms' First Symphony, one 
is forcibly reminded of Aristotle's 
remarks on improbable truth and prob-
able fiction. One does not doubt the 
incident, but it carries little weight. 
Any but the most sympathetic reader is 
likely to be repelled by such passages. 
Then again one cannot help wonder-
ing whether Mr. Connick has not a some-
what romantic view of the Middle Ages. 
He is constantly implying that the work-
men of those days worked not for profit 
but for love. As far as I know there 
is not one shred of evidence that the 
mediaeval working man was disinterested 
in the contents of his pay envelope. 
On the contrary, it seems certain that 
mediaeval craftsmen were just as jealous 
of their remuneration and rights as their 
brothers of today. A recent book of 
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great interest on this subject is 
La liberte de travail dans l'ancienne 
France by Henri Crepin~ careful 
reading of this amply documented 
volume pretty well destroys Mr. Con-
nick's thesis. Of course there is 
an element of truth in what Mr. Con-
nick says; the mediaeval workman cer-
tainly thought of his craft as a source 
of delight and not merely as a 'meal-
ticket.' But do not many modern work-
men do likewise? 11 1 
11 Thick11 seems scarcely the right adjective to describe 
that lyrical tone which happily distinguishes Mr. Con-
nick's masterpiece from the ordinary descriptive text. 
Does H. L. B. understand the oneness of all art? 
Can it be ignorance of the interdependence of the arts 
that causes H. L. B. to feel that the many comparisons 
between music, poetry, and stained glass masterpi eces 
seem a trifle forced? 
Mr. Connick proves himse lf a t eacher throughout 
the book by making the relation of the arts clear to 
the layman, as well as the professional reader. 
Is it lack of aesthetic appreciation which prevents 
H. L. B. from a sympathetic understanding of the incident 
of the "Christian Love" window? Knowing both the window 
and the Symphony, this author feels the comparison to be 
1 Liturgical Arts, Vol. 6, No. 2. Second Quarter, p. 103. 
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Following are comments which bear witness to the 
value of "Adventures in Light and Color . 11 
"A well-rounded picture of the 
march of the art through America up 
to the present . Here is pictured 
vividly the American deviation from 
the high road into the realm of the 
opalescent and its early return to 
the straight and narrow vra.y leading 
up from the Middle Ages. Mr. Magin-
nis, in a foreword, muses upon what 
lies ahead of us on that road. As 
to the text itself, it is not often 
that an accomplished master of an 
art is also able to express himself 
in words. Mr . Connick does this with 
a delightful grace and vast fund of 
colorful anecdotes. The illustrations, 
particularly those in color, are 
superb." 
American Architect and Architecture 
11 The most glorious book • • • 
like having a young cathedral all 
your own. 11 
Boston Transcript 
11You have probably turned out 
the modern bible of stained glass 
for all of us. 11 
Lewis P. Hobart, Architect, San 
Francisco 
11 ! am sure there is nothing to ri-
val, or even approach it in its parti-
cular field •••• One of the things in 
which I take the most personal pride is 
the fact that I have been permitted to 
associate myself with the restoration 
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"It gives us a rare insight into 
the mind of a perfect craftsman, one 
in love with his work and impatient 
to share his experiences." 
Beaumont Newhall, American 
Magazine Art 
"An intensely human document, 
its story told not in technical terms 
for the few, but in language compre-
hensible to the man on the street, 
and more than that, in words so 
glowing as to stimulate his imagi-
nation, to open up to him too, ad-
ventures--in the enjoyment of Light 
and Co lor." 
Alice Lawton, Boston Sunday Post 
"This steadily engaging book--
written for those who travel both 
within themselves and abroad--is 
generously contrived--underneath the 
whole is a sense of some beautiful 
and ultimate necessity--and a kind 
of spiritual brightness that shows 
how much of the life pouring down 
from those high windows may remain 
in their student and lover." 
Stark Young in the New Republic 
48 
THE WORKSHOP 
The Workshop where Mr . Connick and his staff create 
their beautiful windows is at 9 Harcourt Street in Bos-
ton. It has been the privilege of this author to visit 
there many times. Dominant always, in the workshop, is 
the spirit of comradeship in adventure. Even the ignor-
ant guest is drawn immediately within the friendly group 
and if he is sincere, little by little his ignorance 
ceases to be a barrier to understanding. It becomes 
the guest 's own particular adventure to find the truths 
which are so obvious to this group of happy creative 
artists who know the power and the limitations of their 
medium. 
Everyone in the group has the youthful enthusiasm 
of the chief, Mr . Connick. They enjoy themselves be-
cause, together, they are creating beauty. They all de-
light in challenge and when a major problem presents it-
self they know that united effort , and that alone, will 
solve it. There is throughout the whole workshop an 
absolutely fearless and happy interchange of ideas. This 
is not a staff of self-sufficient individualists , but 
a group of creative craftsmen who know that beautiful 
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windows must be created through the integrated work of 
the chief and the group . Mr. Connick says his creations 
should have many signatures for numerous people have 
contributed to their beauty. If he carried this matter 
of signatures through. the great names of literature 
and music would have an important place too, for the 
works of these artists offer precious suggestions to 
the glass man . 
In what specific ways do the craftsmen in this shop 
contribute to a commission? From the creative mind of 
Charles Jay Connick comes the first vivid conception on 
which the development of the whole scheme is dependent. 
A designer translates this into tentative sketches and 
suggestive symbols which under the guidance of Mr. Connick, 
he and his skilled assistants, organize and reorganize 
in terms of light, until they seem satisfactory. The 
design must be constantly visualized in its particular 
setting. The designer cannot ignore its future definite 
position in relation to the architecture, light, and 
ventilation. Designs are made to scale , usually one 
inch to a foot. The color 6 either water co lor or tem-
pera, not only causes the design to come to life, but 
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As the patterns are cut, they are usually fastened 
by means of wax to a glass easel which is large enough 
for a whole section of the design (often four or five 
feet high). The glass easel has the line pattern of the 
design painted upon the surface of the back. 
Next comes the ·work of the glass cutter who is 
also a talented colorist. One by one he takes each part 
of the pattern down and replaces it with glass which he 
fastens to the upright easel with bits of wax. The cut-
ter takes care to place his easel in that part of the 
shop which will duplicate its final light conditions as 
adequately as possible. 
The cutter-colorist has a fascinating job . Even 
an experienced one is "playing with fire" and knows it. 
In Mr. Connick's ideal shop the cutters work in what 
appears to be a most leisurely fashion. They play with 
the pieces of vibrating light in color as musicians 
play with sounds. They "listen" critically to the music 
of colors and are careful that each note is in accord. 
The goal is a symphony so poignant with meaning that it 
will penetrate emotional qualities irresponsive to words. 
When the colorist-cutter has completed his part of 
the project a painter makes his contribution. He must 
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paint thoughtfully for his work is not to obliterate 
light~ but to direct the action of light. His painting 
on glass will look heavier and darker than after it is 
fired so a wise allowance must be made for this differ-
ence. The painting must be skillful and beautiful in 
both texture and line. The brush strokes of Mr . Connick's 
craftsmen-painters are comparable to those of highly 
talented Oriental artists. Each stroke has direct mean-
ingl The artists know that hardest of all lessons--when 
to stop. Never is there an over abundance or confusion 
of lines or texture patterns . The medium the painter uses 
is such that it becomes a part of the surface of the glass 
after it has been properly fired. 
The firing calls for skill and loving care also. 
The craftsman who fires must know all the varieties of 
glass and the requirements of each. An electric kiln 
with an accurate control is used. The ordinary extreme 
heat is 12000. The craftsman-firemen is always willing 
to explain to visitors just why he uses the power he does 
and why he anneals thus and so. He is an expert and 
knows his job is an important step toward perfection in 
stained glass windows. 
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phases of the work . Sometimes one man follows a section 
of a d sign through several processes . Many of the 
craftsmen are not only competent designers and cartoon-
ists , but are also export painters . 
An astonishing number of important commissions are 
carried to completion in this Harcourt Street Shop every 
year. Tho reader may be interested to note the accom-
plishment from April , 1940 , back to 1937 as listed at the 
end of this thesis . 
The ideals of the Twelfth Century live again in this 
Twentieth Century workshop . Tho glass itself gives 
gl~ting color and interest , the bluo of the craftsmen ' s 
smocks symbolically suggests that meditative quality 
which is so vital to the development of their work . 
Blue (to the initiated who understand the language of 
color) also contributes to the atmosphere of good will 
and loyalty which is characteristic of Mr . Connick ' s 
workshop. There are entertaining caricatures here and 
there and stimulating mottoes and clippings pinned on 
the wall. This author recalls particularly "Eternal 
Vigilance is the Price of Liberty, 11 and on the door of 
the library, "They prize books most who are themselves 
wiso . " A radio or victrola may sometimes be heard, 
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keyed very low. 
The office through which one enters the workshop 
has the same atmosphere of enthusiasm for life. The 
people there too enjoy themselves~ for they are doing 
intensive creative work also. Research and correspon-
dence are vital to the success of Mr. Connick's work . 
Artistically spaced pages go out from that office carry-
ing with them messages of beauty and good will. 
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EXHIBITIONS, LECTURES , AND DIFLUENCE 
John La Farge influenced stained glass in the Nine-
teenth Century. Charles Jay Connick is the greatest in-
fluence in this field in the Twentieth Century. Many of 
the men and women who are working brilliantly in glass 
today have at some time come under the guidance of Mr . 
Connick. 
It is largely through his genius, vision and schol-
arly research that the conventions of the Twelfth Century 
have been revived and become valued. 
V~en Princeton University conferred the degree of 
Master of Fine Arts upon Mr . Connick in 1932 it was with 
this citation 
111 Charles Jay Connick, artist 
and artificer in stained glass of 
translucent beauty. Not only has 
he found again the lost principles 
of his art as practiced by the mem-
bers of the Middle Ages, but he has 
imagined higher, richer, and more 
difficult iconographic themes than 
they.'" 
Mr. Connick has a rare capacity for friendship, and 
knows the most astonishing number of interesting people 
of all kinds. John Barry says of him, 11He has no ex-
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The staff is as happy at an exhibition as is Mr . 
Connick himself. They know the satisfaction and spir-
itual values that are gained by using their hands and 
minds to produce the beautiful and are eager to share 
their experiences with others. 
Occasionally Mr. Connick gives a real 11 party11 in the 
workshop. By personal invitation come a hundred or two 
friends to celebrate the completion of a beautiful window. 
They gather before the sun sets and watch the sen-
sitive, fragile glass respond mysteriously to every change 
in light. The window becomes a poem conveying a message 
simply and eloquently through the symbolism of both color 
in light and pattern. 
The observers are uplifted beyond material things 
into a world of precious values and ideals. 
During the evening a visiting author or poet may 
read, thus uniting the arts intimately, or Mr . Connick 
may show his friends the results of his 11 play-time 11 - -
vivid and spontaneous portraits and glowing sketches of 
the out of doors! They are '~alive" as his windows are 
alive! 
These parties become rich memories and their in-
59 
influence toward the understanding of all arts is ines-
timable and far-reaching. 
Another valuable extension of Mr . Conni ck's influence 
is achieved through lectures. He is in such demand as a 
lecturer that he finds it difficult to keep his speaking 
schedule subordinate to the essential--time for hi s 
creative work in glass. 
He illustrates his talks with exquisite colored 
slides. By means of these visual aids, he has spread 
the mes sage of color and symbolism extensively. Mr. 
Connick explains that in general, red signifies divine 
love, sacrifice, courage~ and warm Dnpulses of the loving 
heart; that green is the color denoting hope, victory, 
gaiety, and humor. He tells his listeners that gold is 
the color of heavenly glory, of treasures in heaven, and 
of the good life , and that violet is the color of justice 
and humility. His audie nces learn too th~t blue is the 
color of wisdom, of enduring loyalty, and eternity, and 
that white symbolizes truth, purity, and light. 
Mr. Connick's followers become color enthusiasts ! 
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LOOKING FORWARD 
Nothing can daunt this powerful spirit for good that 
is Charles Jay Connick, the most illustrious stained glass 
artist in the world today. 
Though keenly aware of' the power of' forces which are 
destructive, he is forging ahead, alert to and in sy.m-
pathy with all changes for the better. 
He would, through his art, inculcate unity and har-
mony into this welter of chaos that is our present world! 
Ri chard F. Bach of' the Metropolitan Museum of Art 
has said, 
11 Art is a sounding-board on which 
the vibrations of' time are recorded, 
amplified and truthfully reported--
art is constantly being revised in 
terms of current opinion and presently 
forming ideals. 11 1 
Mr. Connick has a sincere belief' in and admiration 
for the best in Modern Art. He sees the essential cor-
respondence between the work of ancient artists and that 
of' the pioneers in so-called modern art. 
1 An address delivered at the Eighteenth Annual Con-
vention of' the American Federation of' Arts, Boston, Mass ., 
May 19, 1927. 
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Quincy Point Congregational Church, Quincy, Massachusetts. 
Two aisle windows, "Blessed are they that mourn, 11 and 
"Blessed are the Poor in Spirit." 
Hennepin Avenue M. E. Church, Minneapoli s , Mi nnesota. 
Great North window. 
The Hill School Chapel, Pottstown, Pennsylvania. Three 
north bay windows • 
Emanuel Church, V'vest Roxbury, Massachusetts. Southeast 
window. 
Rollstone Congregational Church, Fitchburg, Massachusetts. 
Two windows in the side wall of the Chapel. 
Holderness School, Plymouth, New Hampshire, Chancel win-
dow. 
Church of Saint Vincent Ferrer, New York City. West win-
dow over entrance. 
Tri nity Chapel, Highland Park, Illinois. Five windovrs. 
Star of the Sea Church, San Francisco, California. East 
and West Transept Circles and Ten two-panel clerestory 
windows. 
Calvary Church, Pittsburgh, Pennsylvania. Two groups 
of West Front Windows. (Indians). 
Saint Bernard's Church, 1f est Newton, 'assachusetts. 
Stair Landing 'lJYindow in Parish House. 
Church of Saint John t he Baptist, Chestertown, ~ ew York. 
Five south aisle vdndows. 
Church of Saint Vincent Ferre r, New York City. South 
Clerestory v indow, "Saint Antoninus • 11 
Calvary Church, Pittsburgh, Pennsylvania. Morning Chapel 
windows. 
First Presbyterian Church, Stockton, California. Clar-
e story, 11 Saint Matthew." 

Church of Saint Vincent Ferrer, New York City. Cler-
estory, "Saint Peter, Martyr." 
Palmer Chapel, Houston, Texas. Circle window. 
Snint Rose of Lima Chapel (Cormected with Saint Patrick 's 
Orphanage), Sacramento, California. "The Holy Family," 
and "Flight into Egypt." 
Saint Anne's Convent Chapel, Melbourne, Kentucky. Choir, 
Transept and Narthex Windows. 
Conventual Church, Cambridge • Massachusetts. Rose ;·;indow. 
Saint John's Church, Williamstown, Massachusetts. Central 
Chancel Window. 
He1nz 1.1emorial Chapel of the University of Pittsburgh, 
Pittsburgh, Pennsylvania. Seven clerestory vdndows, two 
smaller clerestory, five aisles~ five ambulatory, six 
stair and two organ loft windows. 
Holy Cross College, Worcester, Massachusetts. East and 
',fest Library Windows. 
Saint Au gus tin 1 s Church, Lawrence, Mas sachusotts. Aisle 
Vlindow. 
Spring Grove Cemetery, Cincinnati, Ohio. V.indow in Die-
terle HausoleUlll. 
Trinity Church, fj ewton Centre , :Uassachusetts. Two small 
front windows. 
All Saints' Church, Peterborough, New Hampshire. Window 
back of organ. 
Saint Thomas 1 Church, Bethel, Connecticut. Aisle Window. 
Saint Paul's Church, Milv1aukee, Wisconsin, Chapel window, 
11 Saint Paul. II 
Union Church, Little Boar's Head, New Hampshire. Good Shep-
herd: Window. 
Conventual Church, Cambridge, Massachusett s. Three lancets 
under rose. 
Plymouth Congregational Churoh, Mi:rmeapolis, Minnesota. 
Aisle Window, "Raphael. 11 
Saint John's Cathedral, Denver , Colorado. Clerestor; , 
"Children of the New Testament." 
Church of the :Redeemer, Providence, Rhode Island. "Bene-
dicite." 
Church of Saint John the Evangelist, Saint Paul, Minnesota . 
South Window. 
Cathedral of Saint John the Evangelist, Spokane, Washing-
ton. Aisle window, "Saint Paul. 11 
Quincy Point Congregational Church, Quincy, Massachusetts. 
Aisle windows (five). 
Saint George's Church, Maplewood, New Jersey. Window over 
the entrance. 
Church of the Good Shepherd, Vaban, Massachusetts. Aisle, 
11 Gethsemane. 11 
All Saints' Church, Brookline, Massachusetts. North 
Transept window. 
Trinity Cathedral, Cleveland, Ohio. Lady Chapel window. 
Trinity Cathedral, Cleveland, Ohio . East Choir window, 
11Angels of Prayer." 
Saint Peter's Pro-Cathedral, Helena, Montana. Nave win-
dow, "Holter Memorial. 11 
Trinity Church, Niles, Michigan. South ·window. 
Saint John's Cathedral, Denver, Colorado. West window, 
11 Benedici te." 
First Church, Braintree, Nassachusetts. West aisle win-
dow, "Mary and Martha. 11 
Boston Academy of Notre Dame, Boston~ Massachusetts. Two 
side window·s. 
Princeton University, Princeton, New Jersey. North 'Nar-
thex window, 11 Fra Angelico." 
1937 
Saint John's Epis copal Church, V•illiamstown, l~assachusetts. 
Chancel window 11 "Annunciation." 
Church of the Annunciation, Boston, Massachusetts. Eight 
lower windows of the nave. 
Christ Church Chapel, Glendale, Ohio. Two sanctuary win-
dows and three south windows. 
Our Lady of Sorrows Church, Hartford, Connecticut. Five 
chancel groups. 
Saint Anne's Convent Chapel, Me lbourne, Kentucky. Twelve 
clerestory windows. 
Columbarium in Cemetery, Forest Hills , Massachusetts. 
Three windows. 
Bates College, Lewiston, Maine . Two windows, one devoted 
to DaVinci 11 and the other to Bacon and Abelard. 
Heinz Chapel of the University of Pittsburgh 11 Pittsburgh, 
Pennsylvania. Two great transept windows. 
Saint John's Church, Youngstown, Ohio . Two south transept 
windows. 
Trinity Church, Newton Centre, Massachusetts. Windows . 
Saint Luke's Church, Stockton 11 California. Clerestory 
window , "Saint Mark ." 
All Saints' Church, Peterborough 11 New Hampshire. Bap-
tistry, "Saint Nicholas." 
Saint Anne's Convent Chapel 6 Melbourne , Kentucky. Three 
pairs in Infirmary Chapel. Also Gallery Window, 11 Saint 
Michael ." 
Ursuline Chapel, Cincinnati, Ohio. Aisle window, 11 Saint 
Bernadette. 11 
First Presbyterian Church, Stockton, California. North 
clerestory window, 'Saint John the Evangelist . 11 
Saint Paul's Church, Chicago, Illinois. Window in nar-
thex Chapel . 
Saint Matthew's Church, Wilton, Connecticut . Baptistry 
window. 
Church of the Annunciation, Boston, Massachusetts. Four-
teen upper windows, and three balcony windows. 
Chapel of Saint Rose of Lima, Sacramento , California . 
Two front windows . (Connected with aint Patrick's Or-
phanage.) 
Plymouth Congregational Church, Minneapolis, Minnesota . 
Window devoted to 11Faith. 11 
Saint Stephen 's Church , Stevens Point, ';'fisconsin . Chancel 
and two side chancel windows. 
Window in the Read Mausoleum, Atlanta, Georgia . 
Trinity Church, Newton Centre, Massachusetts . Three 
chancel and two nave windows, and others. 
Princeton University Chapel, Princeton, New Jersey. 
Clerestory Window, "Prophets • 11 
Grace Church., Newark, New Jersey. Two chancel windows . 
First Congregational Church , Columbus, Ohio. Side chancel 
windows . 
Clarendon Hill Presbyterian Church, Somerville, Massachus -
etts. Southwest window. 

Unity Church, North Easton, Massachusetts . Window 
over entrance. 
Saint Mary's Cathedral , Fall River, Massachusetts. Win-
dows in the Bishop's and Mortuary Chapels . 
Saint Mark's School Chapel, Southboro, Massachusetts. 
Windows. 
All Saints ' Church, Worcester, Massachusetts. Baptistry 
window. 
Wesley Methodist Episcopal Church, Worcester. Great 
rose windows and windows in Northbridge Chapel. 
East Liberty Presbyterian Church. Ten clerestory win-
dows, nave. 
First Baptist Church, Greensburgh, Pennsylvania. Win-
dows designed by Connick in the studio of Horace J. 
Phipps of Boston. 
First Presbyterian Church, Greensburgh, Pennsylvania. 
Chancel window and Soldiers' Memorial window. 
All Saints' Church , Peterborough, New Hampshire . 
Saint Paul's Church, Concord, New Hampshire. Old chan-
cel aisle window. 
Franklin Street Church, Manchester, New Hampshire. Win-
dows in Memorial Parish House and chapel. 
Grace Church, Manchester, New Hampshire. Windows. 
Union Chapel, Little Boar's Head, New Hampshire. West 
window. 
Asylum Hill Congregational Church, Hartford, Connecticut. 
Aisle windows . 
Church of the Redeemer, Providence, Rhode Island. Chan-
cel, aisle and other windows. 

Grace Cathedral~ San Francisco. Windows in main cathe-
dral and in the Chapel of Grace. 
Saint Ibminic 1 s Church, San Francisco. Window, 
Star of the Sea Church, San Francisco. Window. 
First Presbyterian Church, Stockton, California. Windows. 
Chapel of Saint Rose of Lima, Saint Patrick's Orphanage, 
Sacramento , California. Windows. 
Franklin Street Presbyterian Church, Maryland. Aisle 
windows. 
Saint John's Presbyterian Churc 1, Worthington Valley , 
Maryland . ~indows. 
Saint Mark's Church, Pikesville , Maryland . Chancel 
windows . 
Trinity Church, Wilmington , Delaware . Ais le window . 
Westminster Presbyterian Church, Wilmington, De Uware. 
East transept window. 
Cathedral of Saint Peter and Saint Paul , Mount Saint 
Albans District of Columbia . Bishops Chapel windows 
by Young and by Connick. 
Saint Gabriel's Church, District of Columbia. Windows. 
Tnnity College Chapel, District of Columbia. '/indows. 
Chapel of the Army Medical Center, Walter Reed Memorial 
Hospital . District of Columbia. 
National Shrine of the I mmaculate Conception, District 
of Columbia . Chancel window. 
Saint John's Episcopal Church, Montgomery, Alabama . 
Chancel window. 
Trinity Church, New Orleans, Louisiana. Aisle and Chapel 
window. 







